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Abstract: 
In February 2013, media scholar Professor Will Brooker launched My So Called Secret 
Identity; a collaborative web-comic (with work from Sarah Zaidan and Suze Shore, amongst 
others) that offers a different depiction of women in comics than was largely evident in 
previous works. As writer of the comic, Brooker blurs and crosses the divides between fan, 
producer and academic. In this interview, we explore these issues, while also touching upon 
Bƌookeƌ͛s work in fan studies and the current state of the field, the somewhat limited 
representations of gender in comics, and how MSCSI is engaging successfully and 
innovatively with an online readership.  
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Introduction 
Media scholar Will Brooker has written widely on modern pop culture and fandom, although 
he is perhaps best known for his academic work on Batman, iŶĐludiŶg ϮϬϬϯ͛s Batman 
Unmasked and the more recent Hunting The Dark Knight (2012). Recently, however he has 
also takeŶ oŶ Batgiƌl ǁho, he ǁƌites, has alǁaǇs seeŵed a ǁasted ĐhaƌaĐteƌ: ͚I ǁaŶted to 
like Baƌďaƌa [GoƌdoŶ]. I just ǁasŶ͛t gettiŶg ŵuĐh to ǁoƌk ǁith͛ 
(http://mindlessones.com/2011/11/09/from-killer-moth-to-killing-joke-batgirl-a-life-in-
pictures). In the same blog post on the Mindless Ones website Brooker undertook a visual 
aŶalǇsis of the ĐhaƌaĐteƌ͛s histoƌǇ, detailiŶg the tƌopes iŶheƌeŶt iŶ ĐoŵiĐs aďout 
superheroines and the apologetic, self-ĐoŶsĐiouslǇ klutzǇ toŶe iŶ ǁhiĐh Baƌďaƌa GoƌdoŶ͛s 
ǀoiĐe is ǁƌitteŶ: ͚Theƌe͛s the constant reminder, from her own narration, that maybe 
Baƌďaƌa siŵplǇ isŶ͛t good eŶough eǀeŶ to taĐkle loǁ-level thugs. She makes mistakes, gets 
kŶoĐked out, slips up, fakes ĐoŶfideŶĐe.͛  
Bƌookeƌ ĐoŶĐludes his post ǁith the ǁoƌds ͚We aƌe ďuildiŶg a ďetter Batgirl. Look out 
foƌ heƌ.͛ The ďetteƌ Batgiƌl eŶǀisioŶed ďǇ Bƌookeƌ eǀolǀed iŶto My So-Called Secret Identity, 
a collaborative web-comic written by Brooker and featuring artwork by Sarah Zaidan and 
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Suze Shore, amongst others, which Brooker describes as ͚aŶ eǆpeƌiŵeŶt: a ŶoŶ-commercial 
project to prompt discussion and maybe suggest a different way of doing things, in terms of 
appƌoaĐh, aesthetiĐ aŶd pƌaĐtiĐe͛ ;http://mindlessones.com/2011/11/09/from-killer-moth-
to-killing-joke-batgirl-a-life-in-picturesͿ. IŶ theiƌ iŶtƌoduĐtioŶ to ͚Toward a Feminist 
“upeƌheƌo: AŶ IŶteƌǀieǁ ǁith Will Bƌookeƌ, “aƌah )aidaŶ aŶd “uze “hoƌe͛ ;ϮϬϭϯ, 
forthcoming), Carlen Lavigne, Kate Roddy, and Suzanne Scott note that  
 
Though My So-Called Secret Identity remains intertextually indebted to Batgirl, 
its ͞diffeƌeŶt ǁaǇ of doiŶg thiŶgs͟ suggests that faŶs͛ tƌaŶsfoƌŵatiǀe iŵpulse 
might move beyond the text itself to comment on industrial inequities and the 
gendered nature of comic book content and culture. 
 
It is this ͚tƌaŶsfoƌŵatiǀe iŵpulse͛ ǁhiĐh ǁe ǁaŶted to eǆaŵiŶe iŶ this iŶteƌǀieǁ foƌ the FaŶ 
Studies Network special issue of Participations. Brooker, with My So-Called Secret Identity, 
crosses the divides between fan, producer and academic. This, along with the role that the 
internet has played in forging the comic, from the original Mindless Ones blog post and its 
ĐoŵŵeŶts, to “uze “hoƌe͛s ǁeďsite oŶ ǁhiĐh Bƌookeƌ ƌealised she was the right person to 
approach about the project, and the creation of a My So-Called Secret Identity Facebook 
group, Pinterest and two Twitter accounts, means that he is in a unique position to 
comment on some of the themes debated and discussed in this special issue, in addition to 
being a supporter of the Fan Studies Network. As he writes, 
 
[My So-Called Secret Identity] is a specific kind of 'fanfic' as it's kind of 
professional and semi-official – it's a way of putting criticism and research into 
practice (doing differently, rather than just pointing out what other people are 
doing wrong) – it involves ethics (trying to live up to your political aims with a 
commercial product in a marketplace) and cross-platform marketing (again, 
now I'm doing it, rather than just studying it). (Email to the authors, 2013.) 
 
We hope that this interview will encourage scholars and fans to think about fan production 
and fan studies in new ways, and will add to the conversation that began, as Lavigne, Roddy, 
and Scott note, in the comments section of the Mindless Ones blog post, and continued in 
Transformative Works and Cultures.  
 
Before My So-Called Secret Identity 
 
BJ &LB: In your autobiographical piece for Infinite Earths, you recount Deviant Glam, a 
fanzine you ran in the 1990s. Can you tell us more about this? How important was this 
experience for you? 
 
WB: Overall, the significance of Deviant Glam ǁas as oŶe of ŵaŶǇ faŶziŶes I͛ǀe edited duƌiŶg 
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my life -- I was a big organiser of clubs and organisations when I was little, and each club 
usuallǇ had its oǁŶ ŵagaziŶe. ;WheŶ I saǇ ͚Đluďs aŶd oƌgaŶisatioŶs͛, I ŵeaŶ ŵe aŶd a Đouple 
of neighbour kids from up the road, meeting in our back gardens to dig holes, play house or 
Đliŵď tƌees; aŶd I saǇ ͚ŵagaziŶe͛, ďut iŶ soŵe Đases these publications were a single sheet of 
paper with the Rules of the Rainbow Gang – ͚#ϭ: eǀeƌǇ ŵeŵďeƌ ŵust ǁeaƌ a diffeƌeŶt 
Đolouƌed sǁeateƌ͛ – written in crayon.) 
I ran a fairly ambitious fanzine called S.O.S. when I was fifteen years old, about 
computer games, TV and movies, and sold it to students and teachers at my school. That 
was my first word-processed and photocopied publication. The logos and the illustrations 
were all hand-drawn.  
At siǆteeŶ, I ƌeďƌaŶded it as a kiŶd of ϭϵϴϬs ͚lifestǇle͛ ŵagazine, called Frisko, 
including comics, music, shopping, fashion, even food. One of Frisko͛s iŶŶoǀatioŶs ǁas that I 
hand-coloured every cover individually. From that, I moved onto some professional 
journalism for a major computer games magazine called Crash: you can still see some of my 
juvenile work here: http://www.crashonline.org.uk/51/runagain.htm 
So Deviant Glam (1993) was essentially another landmark between The Rainbow 
Gang magazine (1975), Small Wonder (1990) and Cinema Journal (2012). It was distributed 
by post to a small readership around the United Kingdom, and was very much linked to the 
small press comics industry of the time, which in turn was part of the culture of mainstream 
ĐoŵiĐs͛ letteƌ-columns.  
I got to know a number of people simply because DC Comics printed full addresses 
on their letters pages, and other fans wrote to me. I met a number of them, went out with 
them socially, stayed at their houses around the UK, and exchanged extensive 
correspondence with them. 
It was an important experience socially – I made a lot of new friends and had 
experiences I would otherwise have missed – and it was a very useful exercise in learning 
how to script comics. The readership was only small but they were critical, close examiners -
- we were all diehard fans and paid great attention to detail – and it was my first experience 
of ǁƌitiŶg sĐƌipts foƌ otheƌ people to dƌaǁ. PƌeǀiouslǇ I͛d alǁaǇs dƌaǁŶ ĐoŵiĐs ;Ŷot ǀeƌǇ 
well) on my own. Like all writing, the work I did for those fanzines – reviews, articles, short 
stories, interviews – helped ŵe to iŵpƌoǀe ŵǇ stǇle aŶd deǀelop a ͚ǀoiĐe͛. I thiŶk eǀeƌǇthiŶg 
I͛ǀe eǀeƌ ǁƌitteŶ is a step toǁaƌds gettiŶg ďetteƌ at ǁƌitiŶg. 
With hindsight, Deviant Glam and the small-press industry that surrounded it was 
very much like an analogue, paper-and-photocopy, proto-version of joining the internet and 
developing a persona within an online community. We were all in our early twenties, living 
in tiny bedsits, eating cheaply and earning very little, but as editors of our fanzines, or 
writers and artists of comics, we could project a bigger and more charismatic version of 
ourselves, construct new identities, and acquire a kind of minor reputation based on what 
we said we were and how we said it, rather than how we actually came across in real life. 
At around this time, writers and artists who are now international megastars were 
writing in very small magazines, so I actually appeared in the same issue as people like Grant 
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Morrison, and used to have long and friendly conversations with authors like Alan Moore. 
They were, of course, already several leagues ahead of me in terms of fame and success, but 
it felt like we knew some of the same people and were part of the same networks – with 
them at the centre and me at the margins. 
As I tried to explore in Crisis on Inbetween Earths, there was a genuine sense of 
slippage between authors and readers, creators and fans, but also between fact and fiction. 
Because comics like Zenith, Shade, Sandman and Doom Patrol were so contemporary and 
intelligent, informed by current fashion and incorporating music lyrics, they seemed to blur 
more easily with the everyday world than traditional superhero comics had – and in turn, I 
and the people I mixed with would very much model ourselves and our lives on characters 
like Zenith, Shade, Crazy Jane and Morpheus. 
Again, I know Grant Morrison has spoken of a very similar process, on a different 
scale of celebrity. He also deliberately fashioned various personae as a comic book writer – 
progressing through different types such as the angry young rebel, the fey indie-boy and the 
S&M shaman – and also, in a process partly conscious and partly automatic, found his life 
echoing the events of the comics he was creating. 
They were strange and precious days. 
 
BJ &LB: You've recently taken over the role as editor for Cinema Journal. How have you found 
this process so far, with the shift from being author/reader to editor? 
 
WB: I doŶ͛t thiŶk I ǁould have been appointed as editor of Cinema Journal if I hadŶ͛t alƌeadǇ 
had significant editing experience. I have put together a few books – Postmodern 
AfterImages, The Audience Studies Reader and The Blade Runner Experience, and more 
recently, an In Focus section for Cinema Journal itself, so I am familiar with the process and I 
think I am now quite good at editing – as with everything, you learn from your previous 
mistakes. 
Essentially, editing Cinema Journal is like editing four short books every year, with 
four deadlines every year. So it is a lot of work. It differs from my earlier experiences of 
editiŶg ŵaiŶlǇ iŶ that it͛s ŵuĐh ŵoƌe of a teaŵ effoƌt, aŶd I haǀe aŶ aďsolutelǇ stellaƌ gƌoup 
of people ǁoƌkiŶg ǁith ŵe. I haǀe ďeeŶ foƌtuŶate so faƌ iŶ that I͛ǀe been able to delegate 
duties to my masthead team, which means my role has mainly been decision-making and 
fiŶal ĐheĐkiŶg. I do thiŶk it͛s iŵpoƌtaŶt that I peƌsoŶallǇ ƌead aŶd appƌoǀe eǀeƌǇthiŶg that is 
published under the Cinema Journal banner, but nobody could do this alone. 
I aŵ alŵost ashaŵed to adŵit this, ďut it͛s iŶeǀitaďlǇ the Đase: I haǀe Ŷeǀeƌ, eǀeƌ 
read an issue of Cinema Journal as closely and thoroughly as I have my own first issue. 
 
BJ &LB: You͛ǀe ǁritteŶ the sĐripts for MSCSI. How different did you find this writing 
experience, as compared to the academic articles or books you've done? Do you perceive 
them as having vastly different audiences? 
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WB: It is a different process, but not radically different, and I imagine it will reach a different 
audience, but not radically different. That is to say, there are significant overlaps in both 
cases. 
In Hunting the Dark Knight, for instance, there are certainly passages where I tried to 
hook the reader on a sense of rhythm and resonance, and pull them along with my 
argument through words – so soŵe of the pƌose iŶ that ͚aĐadeŵiĐ͛ ďook is Ŷot so ǀeƌǇ 
different from creative writing. I consciously wrote some of it like a speech, a form of 
oratory, with an attempt to convince and persuade. 
Similarly, in MSCSI there are moments where I deliberately wanted to make a point - 
about the typical fate of female characters for instance – and I worked it into dialogue. So 
there are points in that creative fiction that you could call polemic – I hope they are not 
preachy - and there are certainly many aspects that critically reflect on, subvert or parody 
mainstream conventions of superhero comics (specifically the Batman mythos). 
Overall, too, Hunting the Dark Knight folloǁs a ǀeƌǇ deliďeƌate stƌuĐtuƌe that I doŶ͛t 
see as very different from telling a story. It starts at one point, takes us through various 
stages, then aims to return us to a point like the beginning, but with a transformed 
perspective. The chapters could not be in any other order – they are meant to build up to 
the climax. I think the book has five chapters, which is exactly the same number of episodes 
as the first volume of MSCSI. No doubt there are similarities, as a consequence, in the 
function of those chapters – the first inevitably sets things rolling, the second and third 
develop and ramp things up, the fourth takes us to the edge of a crescendo, and the fifth 
has to deliver and wrap up the whole. 
My academic books seem to reach a fairly broad popular audience so again, I think 
there should be some overlap between the readership for Hunting the Dark Knight and 
MSCSI. I wrote articles for Total Film, The Independent, Newsweek, io9.com and The 
Guardian based on Hunting the Dark Knight, so the ideas in the book readily transferred to a 
more journalistic, less academic platform. 
Alŵost all the ͚faŶ ŵail͛ I ƌeĐeiǀe is fƌoŵ ǇouŶg ŵeŶ though – most of whom were 
already fans of the subjects I write about – and I am hoping that MSCSI will appeal to girls 
and women who might not usually pick up a superhero comic. As noted, we have 
deliberately pitched it to look distinct from a conventional superhero title. 
It͛s possiďle that BatŵaŶ faŶs ŵight Ŷot eŶjoǇ MSCSI, because it is in some ways a 
criticism and parody of the patriarchal, rigid, grim-and-gritty archetype that some fans like 
to see iŶ BatŵaŶ. But if theǇ doŶ͛t like it, theƌe aƌe Ƌuite eŶough ŵaĐho, ŵusĐulaƌ BatŵaŶ 
stories for those people. There are not enough stories about people like Catherine Abigail 
Daniels, as faƌ as I͛ŵ ĐoŶĐeƌŶed. 
 
Critiquing gender in comics 
 
BJ &LB: Tell us some more about Catherine Abigail Daniels. How did the idea for MSCSI come 
about? 
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WB: A number of real-world factors converged to spark My So-Called Secret Identity. 
The pre-history of the pƌojeĐt dates ďaĐk to “uŵŵeƌ ϮϬϭϭ, ǁheŶ I͛d just fiŶished ŵǇ last 
book on Batman. I followed a link on Reddit.com to the DeviantArt site of Jennifer Vaiano 
(http://noflutter.deviantart.com/), who had posted some steampunk versions of Poison Ivy 
aŶd HaƌleǇ QuiŶŶ. I asked heƌ if she͛d do ŵe a steaŵpuŶk Batgiƌl, aŶd oŶe ŵoƌŶiŶg – while I 
was staying in Buffalo on vacation – a gorgeous piece of original art unscrolled into my 
inbox. That was the fiƌst tiŵe I͛d ĐoŵŵissioŶed soŵeoŶe to draw a design from my brief – 
at least, since my small-press comic days of the early 1990s – and it was a new thrill for me. 
I asked Jen to draw me some more sketches, this time as paid commissions, to 
establish what a feŵale ĐitǇ ǀigilaŶte ŵight look like if she didŶ͛t haǀe a skiŶtight Đostuŵe, 
but just put together an outfit from the kind of thing we can all buy in stores and find in our 
wardrobes – a polo-neck, cargo pants, boots and a belt. 
Around the same time as this, October 2011, I visited the comic shop near my home 
institution, Kingston University. I walked in and half a dozen young lads, including the 
oǁŶeƌ, ǁeƌe sittiŶg aƌouŶd plaǇiŶg ǀideo gaŵes. TheǇ staƌed at ŵe as if I͛d ǁalked iŶto theiƌ 
front room, and kept staring while I looked at the comics. This was soon after the release of 
the New 52, so the comics on display were titles like Red Hood and the Outlaws, with the 
notorious Starfire-in-swimsuit scenes, Catwoman #1 and the rebooted Batgirl. So not only 
was I iŶ this diŶgǇ shop that felt like a teeŶage ďoǇ͛s ďedƌooŵ, ďut ŵost of the ĐoŵiĐs oŶ 
the racks offered glossy, cheesecake pin-ups of women. It made me feel disappointed about 
what had become the norm in superhero comics, and frustrated that they couldŶ͛t ďe 
different. 
I left within a couple of minutes and never went back, but it struck me that if 
soŵeoŶe like ŵe feels uŶĐoŵfoƌtaďle ǁalkiŶg iŶto a ĐoŵiĐ shop, it͛s Ŷo ǁoŶdeƌ ŵost 
teeŶage giƌls aŶd adult ǁoŵeŶ ǁouldŶ͛t set foot iŶside oŶe. 
Later that day, I led aŶ iŶduĐtioŶ sessioŶ foƌ the Ǉeaƌ͛s Ŷeǁ iŶtake of PhD studeŶts. I 
looked around at the room full of young women – so smart, determined, keen and 
committed – and remembered that in the original comic, Batgirl was meant to be a PhD 
student. Why do we never see women like this in comics – women who are normal, likeable 
and just really, really clever? 
At the same time, I was writing a series of articles for the blog Mindless Ones, which 
had started to focus on my annoyance with the character of Barbara Gordon/Batgirl, and 
the way she'd been treated over the years.  
 
http://mindlessones.com/2011/06/08/batgirl-dance/ 
http://mindlessones.com/2011/10/19/meanwhile-in-1971-a-life-in-continuity/ 
http://mindlessones.com/2011/11/09/from-killer-moth-to-killing-joke-batgirl-a-life-in-
pictures/ 
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Batgirl had just been brought back in the New 52 and been miraculously given the power to 
walk again, after having had her spine damaged in The Killing Joke some 25 years earlier. I͛ŵ 
a gƌeat adŵiƌeƌ of Gail “iŵoŶe͛s ǁoƌk, ďut to ŵǇ ŵiŶd, the editoƌial deĐisioŶ to ďƌiŶg ďaĐk 
Barbara Gordon as Batgirl, restoring her ability not just to walk but to jump around rooftops, 
and compressing her history as both Batgirl and Oracle to just a few years, was unfortunate. 
I think Simone has done wonderful things with Barbara Gordon as Oracle and the 
predominantly-female cast of Birds of Prey, ďut the Ŷeǁ Batgiƌl didŶ͛t sit ƌight ǁith ŵe. 
AgaiŶ, this isŶ͛t a ĐƌitiĐisŵ of the authoƌ, ďut of the editoƌial deĐisioŶ ďehiŶd it. 
 Although I'd never really studied Batgirl, I tried to give the character a chance, but it 
was hard to really root for her in terms of the way she was written and drawn. I started 
wondering how I'd do it differently, and decided that if I was ever given the chance, I'd pitch 
it as Barbara Gordon in the Vertigo imprint of the 1990s. 
I was going to simply write some pages of script, commission some artwork and post 
it up on Mindless Ones as a hypothetical pitch, a story that could have (should have) 
happened but was never produced. I found a cartoon by Suze Shore, a Canadian illustrator, 
pointing out the ludicrously skiŵpǇ Ŷatuƌe of PoisoŶ IǀǇ͛s outfit iŶ the Arkham Asylum 
videogame. I approached her to draw me some more sketches and coloured portraits. 
 Working with Suze, I realised that the idea really had potential, and her enthusiasm 
for the project spurred me on. I enlisted my former PhD student, Sarah Zaidan, and then 
simply approached artists whose work I came across online. 
Hanie Mohd was becoming well-known for her portraits of superheroines in 
knitwear and sweaters; I found Paige Halsey Warren through her awesome Busty Girl 
CoŵiĐs, aŶd “aŶdƌa “alsďuƌǇ thƌough heƌ ƌole as ‘eddit͛s house illustƌatoƌ. ClaǇ ‘odeƌǇ ǁas 
also suggested to ŵe ďǇ a ĐoŶtaĐt oŶ ‘eddit͛s BatŵaŶ foƌuŵ. I fouŶd ‘aĐhael “ŵith, ǁho 
contributed some lovely, quirky cartoon interpretations of Cat, on Twitter; Twitter also led 
me to contact Lea Hernandez. Karin Idering and Carl Hoare were friends, or friends of 
friends, on Facebook. 
Within a month of contacting Suze I'd recognised that it couldn't actually be about 
Batgirl anymore, for obvious copyright reasons. So I scrapped the specifically Batgirl stuff, 
kept the basic template of Ph.D student in a 1990s American city full of larger-than-life 
costumed characters, and built it up in a different way.  
Almost all the creative team were female, and they were all enthusiastic about 
representing women in a different, more realistic and relatable way. 
 
BJ &LB: You mention Gail Simone in the Transformative Works and Cultures interview but 
since then she has been let go by DC. Has or will this affect future issues of, or attitudes to 
the point you want to make in, MSCSI, and how do paratextual events within broader comics 
(not just the Bat- or other superhero universes) affect your ideas? 
 
WB: Well, apparently she was rehired the following week.  The resignation of long-term DC 
editoƌ KaƌeŶ Beƌgeƌ, folloǁed iŵŵediatelǇ ďǇ Gail “iŵoŶe͛s fiƌiŶg-by-email, did seem to 
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confirm that we were doing an important and valuable thing by launching a female-centred, 
overwhelmingly female-produced superhero comic – particularly as Berger worked on the 
Vertigo imprint, which was a particular influence on MSCSI, and of course Simone is best 
known for Batgirl (and previously, Oracle/Birds of Prey).  
But as MSCSI has taken, to date, about 14 months to get from an idea to the final 
stages of a completed issue 1, it is not going to be shaped directly by external industry news. 
The process is far slower than that. I wrote all five scripts for the first volume, or story arc, 
by the end of 2011. 
The hurried re-hiring of Gail Simone, while obviously great news for her and a 
positiǀe outĐoŵe oǀeƌall, still doesŶ͛t ŵake a lot of diffeƌeŶĐe to the geŶdeƌ iŵďalaŶĐe 
within DC Comics as a whole. 
 
BJ &LB: Tied to that question, how did critiquing female superheroines generally (and the 
Bat-universe in particular) in this format differ to academic criticism? What were you able to 
do here that you ĐouldŶ͛t elseǁhere? AŶd do you thiŶk MSCSI will open up ways for 
academics to engage in criticism in different ways? 
 
WB: Essentially, the difference is between telling someone else what they are doing wrong, 
aŶd tƌǇiŶg to do it ďetteƌ Ǉouƌself. If aŶǇthiŶg, it is ŵoƌe ĐhalleŶgiŶg. It͛s Ŷot haƌd to fiŶd 
fault with someone else͛s teǆts, aŶd I thiŶk it is pƌoďaďlǇ haƌdeƌ to ŵake Ǉouƌ oǁŶ. 
By creating my own comic book project, I am implicitly saying I think this is better, at 
least in some ways, than the comics I was criticising in my three articles on the blog 
Mindless Ones during Autumn 2011, and that it solves or avoids at least some of the 
pƌoďleŵs I ǁas ideŶtifǇiŶg iŶ otheƌ people͛s ǁoƌk. That is Ƌuite a position to put yourself in. 
So it is the difference between criticising and creating -- between finding fault with 
soŵeoŶe else͛s aƌt, aŶd offeƌiŶg a  possiďle solutioŶ thƌough Ǉouƌ oǁŶ. I doŶ͛t see those as 
binary oppositions, because reviews, criticism and rhetoric are a form of art, and a comic 
can also work as a form of textual criticism – but I do think there is a distinction between 
saǇiŶg ͚ǁe haǀe a pƌoďleŵ͛ aŶd saǇiŶg ͚heƌe͛s ŵǇ aŶsǁeƌ to that pƌoďleŵ͛; heƌe͛s ŵǇ ǁaǇ of 
doing things differently. 
There is an established tradition of research-through-practice, and it is generally 
accepted that academics can pose research questions through, for instance, digital art, 
dance, films and creative writing. I didŶ͛t appƌoaĐh MSCSI explicitly as a form of practice-led 
research – it ƌeallǇ is as siŵple as ŵe thiŶkiŶg ͚I͛ŵ Ŷot happǇ ǁith the ǁaǇ thiŶgs aƌe, so 
rather than wait foƌ soŵeoŶe else to do it, I͛ll giǀe it a shot ŵǇself͛ – but it could be located 
within that  context. 
As such, many academics have already done something similar. One of the artists on 
the project, Sarah Zaidan, even completed her PhD through digital comic book art – I 
supeƌǀised it. I͛ŵ Ŷot suggestiŶg that eǀeƌǇoŶe should do this soƌt of thiŶg, ďǇ aŶǇ ŵeaŶs – 
that Matt Hills should stop criticising Torchwood and write his own scripts for it – but I think 
it͛s aŶ iŶteƌestiŶg eǆeƌĐise aŶd a ǀalid alteƌŶative to more traditional research. 
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My So-Called Secret Identity: Blurring the boundaries and crossing the divides 
 
BJ &LB: It seemed clear that the original Batgirl project you had planned, intended to be a 
scrapbook of script extracts, etc., links very closely to other fan works. Although the project 
has evolved and now contains a cast of original characters you make the point that it still 
intends to critique and parody Batman, something a lot of fan produced works do. (Perhaps 
playiŶg Deǀil͛s adǀoĐate ǁe could also draw comparison to Fifty Shades of Grey͛s geŶesis as 
fan fiction and its move to published, original work.) How far would you consider MSCSI a 
piece of fan fiction? 
 
WB: That ǁouldŶ͛t ďe the fiƌst teƌŵ I ǁould use – I would be more likely to think of it as an 
͚aŶalogue͛, aĐĐoƌdiŶg to a faiƌlǇ loŶg-standing convention in comics whereby many 
superhero publishers have a character a lot like Superman. Most specifically, the project 
feels to me like what Alan Moore was doing with Watchmen, taking a set of generic types 
and freeing them in a new universe so they could explore those character types, transcend 
them and also comment on the conventions of the source material. 
There is a distinction that Watchmen developed analogues of the Charlton Comics 
chaƌaĐteƌ ;Blue Beetle ďeĐoŵes Nite Oǁl, aŶd so oŶͿ ǁith DC CoŵiĐs͛ appƌoǀal aŶd at theiƌ 
suggestion. 
So MSCSI is perhaps better compared to what Warren Ellis did in The Authority with 
his Midnighter and Apollo (Batman and Superman), or what Pat Mills did in Marshall Law 
(The Private Eye and the Public Spirit, parodies again of Batman and Superman), or what 
Ellis did with figures like Doc Savage (= Doc Brass) and Johnny Storm (= William Leather), or 
iŶdeed ǁith ǁhat Mooƌe has doŶe ǁith ͚JiŵŵǇ͛ BoŶd aŶd Eŵŵa Night (= Emma Peel and M 
from James Bond) in League of Extraordinary Gentlemen. 
I͛ŵ Ŷot saǇiŶg ͚MSCSI should be compared to Watchmen͛, oƌ aŶǇ of these highlǇ-
respected and groundbreaking comic books, in anything except a shared approach and 
relationship to genre conventions, existing characters and source materials. 
As such, it could also be compared to Fifty Shades of Grey (and any other 
unpublished, lesser-kŶoǁŶ faŶ fiĐtioŶͿ; it Đould also ďe Đoŵpaƌed to MiĐhael ChaďoŶ͛s The 
Final Solution, which is a SheƌloĐk Holŵes Ŷoǀel iŶ all ďut Ŷaŵe, oƌ to JohŶ Updike͛s 
Gertrude and Claudius, oƌ Toŵ “toppaƌd͛s Rosencrantz and Guildenstern are Dead. 
That is, they are all a kind of fan-fiction, engaging with a matrix of existing texts in 
order to comment on and explore them; but they are also all the same kind of valuable 
literary experiment. 
I͛d oŶlǇ oďjeĐt to people ĐalliŶg MSCSI ͚faŶ fiĐtioŶ͛ if theǇ ǁeƌe usiŶg it to ŵeaŶ 
soŵethiŶg aŵateuƌish aŶd loǁ ƋualitǇ. If theǇ iŶĐlude Updike͛s Gertrude and Claudius as 
͚faŶ fiĐtioŶ͛ ;aŶd iŶdeed, NiĐholsoŶ Bakeƌ͛s ŵeŵoiƌ U and I, aďout JohŶ Updike͛s ǁƌitiŶg, 
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takes this to an even more meta-level), then fine, this is all fan fiction. So is Wicked, so is 
Wild Sargasso Sea, so is Macbeth. 
 
BJ &LB: Staying with the theme of scrapbooking and fan production, you suggest in the TWC 
iŶterǀieǁ that ͞sĐrapďookiŶg, espeĐially iŶ its digital forŵ of PiŶterest, has assoĐiatioŶs of 
ŵore ͚feŵiŶiŶe͛ Đreatiǀe ǁork, ǁhiĐh distiŶguishes the projeĐt helpfully froŵ ŵaiŶstreaŵ 
superhero comics for teenage ďoys aŶd youŶg ŵeŶ.͟ Haǀe you Đreated a piŶďoard for MSCSI 
and/or do you plan to? And how has that more feminine aspect of creation and 
collaboration affected the way you approached and worked on this project? Do you think 
working with predominantly female artists affected that collaborative process? 
 
WB: Yes, we do already have a Pinterest for MSCSI.   http://pinterest.com/catabidaniels/. 
“aƌah͛s ǁoƌk ofteŶ iŶǀolǀes Đollage aŶd sĐƌapďookiŶg – whether with ͚ƌeal life͛ ŵateƌials oƌ 
photoshop – and this approach remains very important to MSCSI. The project was originally 
going to simply be a scrapbook – not a finished story at all, but an archive suggesting a 
possible story, a proposal for a story, a hypothetiĐal histoƌǇ of a ĐoŵiĐ that didŶ͛t eǆist ďut 
should have – and this early concept is retained in the finished version, in a modified form. 
FiƌstlǇ, it is the aesthetiĐ thƌough ǁhiĐh ǁe see iŶside Cat͛s head, iŶ the ͚ŵiŶd-ŵap͛ 
pages – as a book, marked with notes, scraps, photos, arrows, swatches of materials and 
post-its.  
And second, we have a permanent space on the main website, originally called 
Scrapbook but now retitled Lookbook, where we show the process that went into the final 
comic through early sketches, character designs by different artists, rough work and 
discarded concepts. This space is also designed by Sarah and Lindsay Searles, our web 
developer, similarly to the mind-map, as a book: we could also see it as an album, treasure-
chest, archive or memory box. 
Scrapbooking, as an aesthetic, is central to MSCSI for a number of key reasons. It is 
aŶ aesthetiĐ that ŵakes seŶse iŶ teƌŵs of Cat͛s peƌspeĐtiǀe. “he is a ǀoƌaĐious ƌeadeƌ, ǀeƌǇ 
much at home in libraries but also always reading the signs and signifiers of the street, 
taking in the headlines of magazines and newspapers, processing information from different 
levels – fƌoŵ aĐadeŵiĐ ďooks to ǁhat soŵeoŶe͛s ǁeaƌiŶg – and fitting it together into a 
bigger picture.  
It͛s aŶ aesthetiĐ that doesŶ͛t pƌiǀilege aŶǇ siŶgle stǇle oƌ ƌepƌeseŶtatioŶ. We see 
what Cat, Connie, Dahlia and Kyla look like in the comic itself, as drawn by Suze Shore, but 
we also see alternate, and to my mind, equally valid depictions of the same women by 
different artists - with slightly different faces, hair and body types.  
MSCSI as a whole – in story and art – values and embraces change and variation. The only 
characters who thrive are those who change; the characters who can͛t ĐhaŶge aƌe dooŵed to 
failure. 
Although this is of course the first story about Cat, I like the idea that there already 
eǆists a ͚Cat Matƌiǆ͛, a ƌaŶge of diffeƌeŶt ǁaǇs of depiĐtiŶg ouƌ ŵaiŶ ĐhaƌaĐteƌ aŶd heƌ 
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supporting cast (just as there are various different visions of Batman across various media). 
Not oŶe of these is held up as aŶ ideal. “aƌah͛s Cat is diffeƌeŶt fƌoŵ “uze͛s Cat. 
In story terms, the aesthetic also taps into the model of parallel universes, which will 
become more important in future arcs, but which we touch on in the final episode of the 
first volume. Without spoiling anything, we will see different versions of Cat in different 
worlds - a Cat of a different dress size, a different biological sex, a different ethnicity. 
And Cat herself, throughout the three-volume narrative, goes through dramatic 
changes that have nothing to do with science fiction or magical transformation, but simply 
happen because she works out more at one point and develops a more athletic body, then 
becomes injured and inevitably puts on weight. She looks physically different in each 
ǀoluŵe of the stoƌǇ, aŶd ďeĐause of that she͛s tƌeated a little diffeƌeŶtlǇ, aŶd feels a little 
differently about herself. 
Another reason why we foreground the scrapbook aesthetic is simply because it 
distinguishes our project from conventioŶal supeƌheƌo ĐoŵiĐs. I͛ŵ Ŷot suƌe to ǁhat eǆteŶt 
ǁe ĐaŶ ĐhaƌaĐteƌise sĐƌapďookiŶg as a ͚feŵiŶiŶe͛ aƌt foƌŵ – in The Killing Joke it͛s 
Commissioner Gordon who is compiling a scrapbook, while Barbara helps him – but it does 
look usefully different from the dominant artistic style of superhero comics, which are 
currently attempting a kind of videogame/cinematic mode, with digital colours, lens flare 
and effects. We wanted MSCSI to look immediately different from something like the New 
5Ϯ͛s Red Hood and the Outlaws. We͛ǀe doŶe that iŶ a ƌaŶge of ǁaǇs – by designing the 
website more like a fashion magazine or blog than a comic book, by employing watercolours 
instead of glossy digital effects, and by drawing on this particular scrapbook style, which 
thanks to Pinterest I think does currently connote a text for female readers, and which we 
hope ǁill appeal to people ǁho doŶ͛t usuallǇ piĐk up a supeƌheƌo stoƌǇ. 
Finally, as to whether working with a predominantly female team shaped the 
collaborative process, and whetheƌ ĐollaďoƌatioŶ is itself ŵoƌe ͚feŵiŶiŶe͛ as a ǁaǇ of 
ǁoƌkiŶg: I doŶ͛t kŶoǁ if that͛s the Đase. “teƌeotǇpiĐallǇ, I ĐaŶ iŵagiŶe that theƌe ŵight ďe a 
peƌĐeiǀed distiŶĐtioŶ ďetǁeeŶ the ͚gƌeat ŵaŶ͛ figuƌe, the loŶe aƌtist, aŶd a ŶotioŶ of feŵale 
community and workshopping – but on the other hand, DC Comics is based around teams of 
Đƌeatoƌs ǁoƌkiŶg togetheƌ, aŶd it͛s oǀeƌǁhelŵiŶglǇ a ŵale iŶdustƌǇ.  
NolaŶ͛s Dark Knight trilogy was not the work of one man, but a host of designers, 
actors, operators and editors – and yet the discourses around the production of his Batman 
films are characterised by macho ideas of pulling together, of doing things the hard way, of 
blood, sweat and tears. 
“o I doŶ͛t thiŶk ǁoƌkiŶg iŶ a gƌoup is iŶ aŶǇ ǁaǇ a fuŶdaŵeŶtallǇ ͚feŵale͛ or 
͚feŵiŶiŶe͛ appƌoaĐh. I did fiŶd that alŵost all the aƌtists I ǁoƌked ǁith iŵŵediatelǇ 
understood and appreciated the idea of depicting female characters differently – but on the 
other hand, some of the more conventionally pretty, curvy, manga drawings of Cat are by a 
feŵale aƌtist, JeŶ VaiaŶo, aŶd soŵe of the ŵost ͚ƌealistiĐ͛ oŶes aƌe ďǇ ouƌ oŶe ŵale 
contributor, Clay Rodery. 
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BJ &LB: You noted in the TWC interview that you are blurring the boundaries between fan 
and producer with MSCSI aŶd you͛ǀe said here that you͛ǀe reĐeiǀed ͚faŶ ŵail͛ for your 
academic work on Batman – how do you negotiate these boundaries and do you think there 
will be a difference in doing so as writer for MSCSI? 
 
WB: I see producer and fan as part of a spectrum or network, rather than binary opposites. I 
aŵ a faŶ of soŵe thiŶgs, aŶd soŵe people aƌe a faŶ of ŵǇ ǁoƌk. I͛ŵ a faŶ of soŵe people 
who are also a fan of my stuff. It is a criss-crossing relationship, not a contradiction. 
My books on Batman could easily be seen as critical celebrations of the character – 
fan letters or even love letters to Batman; and in turn, I receive emails from people telling 
ŵe theǇ eŶjoǇed ŵǇ ďooks. I͛ŵ suƌe ŵost ĐoŵiĐ ďook ǁƌiteƌs ǁeƌe faŶs of the ĐhaƌaĐteƌ, 
and have their own heroes in the industry, before they got a professional gig. Matt Hills has 
detailed the extent to which the current Doctor Who production team is made up of people 
ǁho ǁeƌe oƌigiŶallǇ ͚just faŶs͛, aŶd Ŷoǁ aƌe soŵethiŶg a little diffeƌeŶt; ͚faŶ-pƌoduĐeƌs͛. 
I thiŶk it͛s pƌoďaďlǇ tƌue to say that we are all fans in some way, and all producers in 
soŵe ǁaǇ. I doŶ͛t thiŶk I aŵ iŶ a paƌtiĐulaƌlǇ uŶusual positioŶ. 
 
BJ &LB: You͛re eŶgagiŶg ǁith faŶs through soĐial ŵedia as ǁell as through aŶ M“C“I 
ŵessage ďoard, aŶd you͛ǀe also held faŶ art competitions 
(http://www.facebook.com/media/set/?set=a.533077263381341.114587.52887662380140
5&type=3) and have dedicated spaces for fan art and fan fiction on the forum 
(http://mscsi.boards.net/index.cgi?board=fanworks&action=display&thread=51). Why have 
you chosen to encourage this kind of fan cultural production and how do you feel about it 
(from both the point of view of MSCSI͛s Đreator aŶd aŶ aĐadeŵiĐ studyiŶg ŵedia aŶd 
culture)?  
 
WB: There have been some interesting early signs. We had one awesome picture of Cat as a 
My Little Pony, submitted to our Facebook page. Someone sent me a work of fan art titled 
͚Youƌ “o-Called “eĐƌet IdeŶtitǇ͛, aŶd aŶotheƌ fƌieŶd seŶt ŵe a speĐiallǇ-recorded CD of music 
he felt Urbanite would listen to. 
That friend, Paul Harrison, has also written a spin-off story, set within the world of 
MSCSI, aďout a ĐhaƌaĐteƌ ŵeŶtioŶed iŶ the sĐƌipt Đalled The Fiƌst of the Fleet. I͛ŵ Ŷot Ǉet 
sure what he plans to do in terms of developing and producing the story further, but as this 
is someone I know, I feel able to impose certain friendly limits and boundaries. For instance, 
I͛d pƌoďaďlǇ ask to see the aƌtǁoƌk aŶd sĐƌipt ďefoƌe aŶǇthiŶg ǁeŶt puďliĐ, aŶd ǁaŶt to 
ŵake suƌe it didŶ͛t ĐoŶtƌadiĐt oƌ ĐoŶfliĐt ǁith ŵǇ oǁŶ iŶteƌpƌetatioŶ of the MSCSI world and 
its history. I would also ask that I and at least the primary art team of Suze Shore and Sarah 
Zaidan – possibly also others like Jennifer Vaiano and Clay Rodery, who did important work 
on key characters – were credited as original creators, in this and any other spin-off. 
In the run-up to the project͛s lauŶĐh, I haƌŶessed Paul͛s faŶ eŶthusiasŵ ďǇ askiŶg 
him to run one of the MSCSI twitter accounts, under the name @UrbaniteRLS [real-life 
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superhero]. I explained the way I felt Urbanite would speak and tweet, the kind of hashtags 
he͛d use aŶd the toŶe he would take, and we riffed off that for a while in emails before the 
twitter account started up. At my suggestion, Paul has now designed a deliberately 1990s-
stǇle fitŶess aŶd eǆeƌĐise ǁeďsite foƌ UƌďaŶite, Đalled ͚“taǇiŶg Haƌd͛, so ǁe haǀe a ǀeƌǇ sŵall 
ARG-type network going on there, with our characters running fictional websites. 
I also dealt with another interesting example in late 2012, where a production team 
from LA and NYC wanted to buy the option to adapt the story to a live action version. This 
was based solely on the script and a few sketches, though I sent them a full document of 
artwork and character notes as we entered discussion. Again, a priority for me in that 
exchange was been establishing the amount of control I and the creative team will retain 
over the work – and I involved Sarah and Suze as much as possible. 
 
BJ &LB: On a related note, have you given any thought to way of dealing with fan works that 
you disapprove of and do you have the ethical right to close those meanings down? 
 
WB: I have given some thought to the possibility of other fan work based on MSCSI. I ĐaŶ͛t 
think that I would be anything other than thrilled and flattered if, say, a six year-old girl 
drew some pictures of Dahlia and Daisy and put them online. If someone wrote erotic fan fic 
about the characters, again I think I would regard that as a kind of homage and tribute, 
though peƌsoŶallǇ I ǁouldŶ͛t see it as paƌt of MSCSI canon. 
I have deliberately chosen (up to this point) to make no profit for myself from MSCSI, 
and to doŶate ŵǇ Đut of the ŵoŶeǇ to appƌopƌiate ǁoŵeŶ͛s Đhaƌities, so I ǁould feel 
something had gone wrong if someone else was making a profit from the work, the world 
and its characters, without permission and approval. 
The only other form of derivative work that would concern me would be, for 
instance, fan art depicting Cat being sexually assaulted or in pornographic poses, or racist 
images of Connie. I am very much open to the idea of texts in a dynamic, dialogic matrix of 
borrowing and cross-reference, so the concept of people deriving their own stories from 
mine is fine, but I would be unhappy with transformative work that seems to violate the 
political intentions of MSCSI. 
I think in that case, I would have the absolute ethical right to enter a dialogue with 
the creators and request that they removed the art, explaining why I was uncomfortable 
with it. 
Beyond that – if they refused – I hoŶestlǇ doŶ͛t kŶoǁ ǁhat ŵǇ legal ƌights aƌe at this 
point. I am still much more a scholar than a business operator, but I guess I would have to 
learn what options were available to me, and exercise them as appropriate. 
 
BJ &LB: What future work do you have planned? How do you hope MSCSI will develop? 
 
WB: MSCSI is planned as a three-volume story, each volume consisting of five episodes. I 
have written the first five, closely plotted the second five and loosely outlined the third. 
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That ǁould ŵake up the ͚Cat tƌilogǇ͛, ĐoŶĐludiŶg heƌ paƌtiĐulaƌ ĐhaƌaĐteƌ aƌĐ aŶd 
narrative, and while there are doubtless more stories to tell about her, I think that is where 
I͛d leaǀe heƌ foƌ a ǁhile.  
Theƌe͛s also a lot of poteŶtial foƌ oŶe-shots about the supporting cast – I have 
planned a few of those, each centering on a particular couple of characters – and Suze Shore 
had the neat idea of drawing very short gag strips, little light-hearted mini-episodes about 
Urbanite. 
MSCSI is really an exercise in world-building, rather than just telling a single story. It 
is Ŷot ĐoŶsĐiouslǇ shaped ďǇ aŶǇ ͚ƌules͛ foƌ Đƌoss-platform narratives, but inevitably it͛s 
iŶfoƌŵed ďǇ ǁhat I͛ǀe leaƌŶed fƌoŵ studǇiŶg populaƌ teǆts aŶd ƌeadiŶg otheƌ people͛s 
scholarship about them.  
We already have a Facebook page with about 1200 fans, a Twitter account 
(@cat_abi_daniels) with over 500 followers, and a lively discussion boaƌd. We͛ǀe Đƌeated 
and distributed bonus deleted scenes, and commissioned a music vid of issue 1 that earned 
praise from the featured band, Throwing Muses. Badges and t-shirts for fans to wear at 
conventions, MSCSI ŵugs foƌ people͛s offiĐes aŶd the possiďility of people cosplaying the 
MSCSI characters are all ideas we are keen to encourage or implement even at this early 
stage. 
‘atheƌ thaŶ ĐǇŶiĐallǇ tƌǇiŶg to ĐoŶstƌuĐt this as a ͚ĐoŶǀeƌgeŶĐe Đultuƌe͛ teǆt fƌoŵ the 
ground up, I think we are simply aware that this mode of cross-platform storytelling would 
suit the project, and we are very open to creating or supporting those opportunities. 
I am going to carry on my more traditional academic work, and may find a way to 
write a scholarly article that reflects on and incorporates the creative work of MSCSI. I see 
them currently as quite distinct approaches with some overlap, rather than two sides of the 
saŵe appƌoaĐh, ďut I͛d ďe iŶteƌested to see if I ĐaŶ iŶtegƌate the tǁo of theŵ ŵoƌe ĐloselǇ 
in future. 
 
Looking ahead in fan studies 
BJ &LB: This special issue of Participations focusing on the Fan Studies Network is intended to 
foster collaboration between scholars and reflect on the current state of the fan studies field. 
How do you perceive its current form? For example, do you feel that social media has 
changed much, for both fans and fan scholars? Subsequently, how has this shaped how 
MSCSI is marketed to audiences? 
 
WB: I doŶ͛t feel I aŵ loĐated speĐifiĐallǇ ǁithiŶ faŶ studies. MǇ ƌeĐeŶt ǁoƌk does disĐuss 
fans, but as part of a broader dialogic network – theǇ aƌe oŶe teƌŵ iŶ the ďiggeƌ ͚ŵatƌiǆ͛ 
that also includes previous texts, cultural contexts, spin-offs, parodies, adaptations, 
journalistic discourses, casual audiences, institutional frameworks and authorial intention. 
͚FaŶs͛ aƌe a suďset of ͚audieŶĐe͛, aŶd ͚audieŶĐe͛ is just a paƌt of ǁhat I aŵ iŶteƌested iŶ. 
“iŵilaƌlǇ, I doŶ͛t ideŶtifǇ paƌtiĐulaƌlǇ as a faŶ sĐholaƌ oƌ aĐa-fan. I think in this respect 
my feelings have changed since (say) ten years ago, when I wrote Using the Force. At that 
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juŶĐtuƌe, theƌe ǁas peƌhaps ŵoƌe of a peƌĐeiǀed Ŷeed to addƌess aŶd aĐkŶoǁledge oŶe͛s 
own investment in a popular franchise – as a defensive measure, as there was a seeming 
ƌeƋuiƌeŵeŶt to justifǇ aŶd asseƌtiǀelǇ ͚oǁŶ͛ the faĐt that Ǉou͛d ǁƌitteŶ aďout soŵethiŶg 
popular, and a strategic measure in that you had to assure the fans you were studying that 
Ǉou ǁeƌe ͚oŶe of theŵ͛ aŶd ǁouldŶ͛t ŵisƌepƌeseŶt theŵ. I doŶ͛t thiŶk eitheƌ of those 
measures are quite so necessary any more, as the study of popular texts and their 
passionate audiences has (I think) become more established academically over the past 
decade. 
I doŶ͛t peƌsoŶallǇ feel that this appƌoaĐh should Ŷoǁ Ŷeed to Đoŵe ǁith suĐh a set of 
disclaimers and self-reflective exaŵiŶatioŶs. Foƌ ŵe to deĐlaƌe ͚I aŵ a BatŵaŶ aĐa-faŶ͛ at 
the start of a book should be as unnecessary as a Joycean scholar announcing that she is a 
fan of Irish literature, on the first page of a book about Ulysses. That you have an 
enthusiastic engagement in the subject is surely implicit in the fact that you write 
extensively about it, and that you are an expert is surely demonstrated by the level of detail 
and accuracy in your writing. 
Essentially, I think the same should apply to popular culture as it does to more 
traditional forms of culture such as literary fiction and 16th century poetry.  I ǁouldŶ͛t 
expect a scholarly book about Shakespeare to open with an autobiographical section about 
the authoƌ͛s eǆpeƌieŶĐes of ƌeadiŶg “hakespeaƌe at sĐhool, aŶd aŶ adŵissioŶ that ͚as a 
stƌaight ŵaŶ, I loǀe “hakespeaƌe͛. It ƌeŵaiŶs useful aŶd ǀalid to foƌegƌouŶd Ǉouƌ faŶ ideŶtitǇ 
and personal experience as a fan if you are actively analysing your own engagement and 
using yourself as an object of enquiry, a case study to be rigorously interrogated – I think 
Matt Hills͛ eǆaŵiŶatioŶ of his oǁŶ lifetiŵe passioŶs iŶ Fan Cultures is a good example of this 
approach carried through valuably, without self-indulgence. 
But I think the idea of identifying oneself as an academic who likes the stuff they are 
studying - ǁhiĐh is ǁhat ͚faŶ-sĐholaƌ͛ seeŵs to ŵeaŶ – is now less necessary, and even 
perhaps redundant, like an academic trend from the 90s and early 2000s. I think it may have 
been a symptom of an approach in the process of proving itself, finding itself and 
establishing itself. 
OŶ the otheƌ haŶd, it͛s easǇ foƌ ŵe to saǇ that, ďeĐause I did all that ĐoŶfessioŶal 
business in my first three monographs between 2000 and 2003, and have got it out of my 
sǇsteŵ. I ǁouldŶ͛t tell aŶǇoŶe else what to do. 
 
Reading MSCSI 
My So-Called Secret Identity is currently on Facebook 
(https://www.facebook.com/MySoCalledSecretIdentity) and Twitter (@cat_abi_daniels) as 
well as its dedicated website: www.mysocalledsecretidentity.com, which also includes 
sketches, designs and behind-the-scenes notes. Issue 1 will be online permanently, for free 
while subsequent issues will be funded by donations through the site (a suggested $5 
minimum, with original art and other rewards for larger gifts). The money pays for the 
aƌtists͛ fees aŶd a pƌopoƌtioŶ is theŶ doŶated to a ǁoŵeŶ͛s ĐhaƌitǇ — for issues 4 and 5, the 
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team are funding www.awayout.co.uk, an outreach charity for women and young people. 
Brooker takes no profit from the project. 
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